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FURCHTE DICH NICHT, ICH BIN BEI DIR 


Furchte dich nicht, ich bin bei dir; weiche nicht, denn ich bin dein Gott! Ich 
starke dich, ich helfe dir auch, ich erhalte dich durch die rechte Hand meiner 


Gerechtigkeit. 


Fear thou not, for | am with thee; be not dismayed, for | am thy God. 
| will strengthen thee; yea | will help thee; yea | will uphold thee with the right 


hand of my righteousness. 


Isaiah 41:10 


Furchte dich nicht, denn ich habe dich erloset, ich habe dich bei deinem 


Namen gerufen, du bist mein! 


Fear not, for | have redeemed thee, | have called thee by name; thou art 


mine. 


Herr, mein Hirt, Brunn aller Freuden, 
Du bist mein, ich bin dein, 

Niemand kann uns scheiden. 

Ich bin dein, weil du dein Leben 
Und dein Blut, mir zugut 

In den Tod gegeben. 


Du bist mein, weil ich dich fasse, 
Und dich nicht, o mein Licht, 
Aus dem Herzen lasse. 

Lass mich, lass mich hingelangen, 
Wo du mich und ich dich 

Ewig werd umfangen. 


lsalaty 4334 


Lord, my shepherd, source of all joy, 
Thou art mine, | am thine; 

None can part us. 

| am thine: thou has offered 

Thy life’s blood 

For my sake. 


Thou art mine, | clasp thee close 
And will never, my light, 

Let thee quit my heart. 

Let me, O let me come to thee, 
There in mutual embrace 
Eternally to abide. 


KOMM, JESU, KOMM 


Komm, Jesu, komm, mein Leib ist 
mude, 

Die Kraft verschwindt je mehr und 
mehr, 

Ich sehne mich nach deinem Friede, 

Der saure Weg wird mir zu schwer! 

Komm, ich will mich dir ergeben; 

Du bist der rechte Weg, 

Die Wahrheit und das Leben. 


Drauf schliess ich mich in deine 
Hande 

Und sage: Welt, zu guter Nacht! 

Eilt gleich mein Lebenslauf zu Ende, 


Ist doch der Geist wohl angebracht. 
Er soll bei seinem Schopfer schweben, 
Weil Jesus ist und bleibt 

Der wahre Weg zum Leben. 


Come, Jesus, come: from my weary 
flesh 
Fast the strength is ebbing; 


| long for thy peace, 

My bitter path is more than | can bear! 
Come, | surrender myself to thee; 
Thou art the right way, 

The truth and the life. 


| enclose myself in thy hands 


And bid the world farewell! 

Though my life’s course hastens to its 
end, 

My spirit is ready indeed. 

It longs to behold its creator, 

Because Jesus is, now and always, 

The true path to life. 


Paul Thymich 
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LOBET DEN HERRN, ALLE HEIDEN 


Lobet den Herrn, alle Heiden, und preiset ihn, alle Volker! Denn sein Gnade 
und Wahrheit waltet uber uns in Ewigkeit. Alleluja. 


O praise the Lord, all ye nations: praise him all ye people. For his merciful 
kindness is great toward us: and the truth of the Lord endureth forever. 
Hallelujah. 

Psalm 117 


4. 
DER GEIST HILFT UNSER SCHWACHHEIT AUF 


Der Geist hilft unser Schwachheit auf, denn wir wissen nicht, was wir beten 
sollen, wie sich’s gebuhret; sondern der Geist selbst vertritt uns aufs beste mit 
unaussprechlichem Seufzen. 


Likewise the Spirit also helpeth our infirmities: for we know not what we should 
pray for as we ought. But the Spirit itself maketh intercession for us with groanings 
which cannot be uttered. 

Romans 8:26 


Der aber die Herzen forschet, der weiss, was des Geistes Sinn sei; denn er 
vertritt die Heiligen nach dem, das Gott gefallet. 


And he that searcheth the hearts knoweth what is the mind of the Spirit, because 
he maketh intercession for the saints according to the will of God. 


Romans 8:27 

Du heilige Brunst, susser Trost, Thou heavenly fire, sweet consolation, 
Nun hilf uns, frohlich und getrost Assist us to remain steadfast, 
In deinem Dienst bestandig bleiben, Happy and consoled in thy service 
Die Trubsal uns nicht abtreiben. And not by affliction dismayed. 
O Herr, durch dein Kraft uns bereit O Lord, in thy might confirm 
Und stark des Fleisches Blodigkeit, The fickleness of the flesh, 
Dass wir hie ritterlich ringen That we, fighting valiantly here below, 
Durch Tod und Leben zu dir dringen. Might pass through death and life to 

thee. 
Halleluja, halleluja. Hallelujah, hallelujah! 


A fei ierent Siuilisasior chery Treal 
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SINGET DEM HERRN EIN NEUES LIED 


Singet dem Herrn ein neues Lied; die Gemeine der Heiligen sollen ihn loben. 

Israel freue sich des, der ihn gemacht hat. Die Kinder Zion sei’n frohlich uber 
ihrem Konige, sie sollen loben seinen Namen im Reihen; mit Pauken und mit 
Harfen sollen sie ihm spielen. 


Sing unto the Lord a new song, and his praise in the congregation of saints. Let 
Israel rejoice in him that made him: let the children of Zion be joyful in their 
king. Let them praise his name in the dance; let them sing praises unto him with 
the timbrel and harp. 


Psalm 149:1-3 
Wie sich ein Vater erbarmet As a father shows mercy 
Gott, nimm dich ferner unser an, O God, keep us under thy care, 
Uber seine junge Kinderlein, To his little children, 
So tut der Herr uns allen, So does the Lord to us all 
So wir ihn kindlich furchten rein. Who approach him with-childlike 
fear. 
Er kennt das arm Gemachte, He knows our weak frame— 
Gott weiss, wir sind nur Staub, God knows that we are but dust, 
Denn ohne dich ist nichts getan For without thee naught comes 
Mit allen unsern Sachen. Of all our striving. 
Gleichwie das Gras vom Rechen, Like the grass, flowers and leaves 
Ein Blum und fallend Laub. Which fall under the rake. 
Der Wind nur druber wehet, If the wind breathe upon them, 
So ist es nicht mehr da, They are no more. 
Drum sei du unser Schirm und Licht, Be then our shield and light, 
Und trugt uns unsre Hoffnung nicht, And if our hope deceive us not, 
So wirst du’s ferner machen. Thou wilt always protect us. 
Also der Mensch vergehet, Thus does man pass away: 
Sein End, das ist ihm nah. His end is ever near. 
Wohl dem, der sich nur steif und fest Happy the man whose trust is fixed, 
Auf dich und deine Huld verlasst. Fast and firm, on thy loving kindness. 


Lobet den Herrn in seinen Taten, lobet ihn in seiner grossen Herrlichkeit! 
Praise the Lord for his mighty acts: praise him according to his excellent 
greatness. 

Psalm 150:2 


Alles, was Odem hat, lobe den Herrn, halleluja! 


Let every thing that hath breath praise the Lord. Hallelujah! 
Psalm 150:6 


Program Notes 
by Joseph Dyer 

At the beginning of the Baroque era 
the German motet seemed to be 
entering a golden age with the 
collections published by Heinrich 
Schutz and Michael Praetorius. Having 
reached this early apex, however, the 
genre lapsed into products of 
workmanlike serviceability dependent 
on old-fashioned compositional 
techniques. Against this background 
the work on this evening’s program 
appear even more miraculous. They 
are called ‘‘motets’’ for want of a better 
descriptive term; the diversity of text 
and musical forms they contain 
requires virtually the creation of a 
category sui generis. Bach’s first 
biographer, Johann Forkel, believed 
that he had written ‘‘a great many 
motets’’ for the Thomasschule choir in 
Leipzig. Many of these proved to be by 
other composers, and at present only 
six remain in the authentic corpus. 

Alone among the sacred vocal works 
they continued to be performed, if 
rarely, after Bach’s death. Their 
difficulty restricted their use to only the 
most proficient vocal ensembles like 
the Thomasschule choir and the Berlin 
Sing-Akademie conducted by Carl 
Friedrich Zelter. They were ‘‘free”’ 
choral pieces not tied to the outmoded 
cantata and not specifically linked to a 
single Sunday or feast. This flexibility, 
which made the motets attractive for 
church or concert use, has intrigued 
scholars, since all of Bach’s other 
sacred music was composed for 
specific occasions. A note on the score 
of the motet Der Geist hilft unser 
Schwachheit auf indicates that it was 
written for a funeral service, and 
funeral motets were not uncommon in 
Lutheran Germany. Taking up this clue, 
scholars searched the records of 
memorial services held in Leipzig 
during Bach’s cantorate in order to 
correlate sermon topics with the texts 
of the motets. 

If the principles underlying this 
research are valid, Jesu, meine Freude, 
structurally and theologically the most 


complex of the motets, seems to have 
been the first composed. It was 
performed on July 18, 1723 at the 
memorial service for Frau Kees (or 
Keeszin), widow of the city postmaster. 
The deceased herself would have 
chosen the text (Romans 8:11) on 
which Superintendent Salomon 
Deyling preached his sermon and 
which is the final scriptural quotation 
in Bach’s motet. Presumably the 
beloved chorale, Jesu, meine Freude, 
was also specified for the memorial 
service. Deyling, an eminent 
theologian, and Bach must have 
collaborated on the formal plan of the 
funeral motet and decided on the 
interlocking structure in which the 
emotionally charged chorale text 
contrasts with the lapidary 
pronouncements of St. Paul. 

The next memorial service in Leipzig 
for which there seems to be a relevant 
Bach motet took place on February 4, 
1726. Superintendent Deyling 
preached on the text: ‘‘Fear not, for | 
have redeemed thee”’ (Isaiah 43:1-5). 
Furchte dich nicht is a motet for double 
choir which emphasizes the motif of 
that memorial sermon. Both 
movements of the motet begin with the 
same phrase, but in the second 
movement Bach weaves the scriptural 
text among successive lines of a 
chorale. Although not properly a 
funeral chorale (‘‘Warum solet ich 
mich denn gramen’’), the stanzas 
chosen are obviously appropriate to 
the occasion and were undoubtedly 
meaningful to the deceased. 

While the dating of Jesu, meine 
Freude and Furchte dich nicht rests on 
rather tenuous inferences, there is firm 
documentary evidence about the 
origin and purpose of Der Geist hilft 
unser Schwachheit auf. Bach noted on 
his copy of the score that he 
composed it for the funeral services 
(October 20, 1729) of Johann Heinrich 
Ernesti, Rector of the Thomasschule 
and his immediate superior. Since this 
motet was destined for an actual 
funeral, and not a later memorial 
service like the other motets, Bach had 
to work swiftly. He may have adapted 


an already existing composition for the 
opening chorus. With Bach formal 
clarity never impeded the flow of 
expression: in this case he contrasts 
the vacillation of the flesh with the 
guidance of the Spirit in a musical 
‘Bar’ form (AAB) with many internal 
articulations. Evidence of an ongoing 
compositional process in Bach’s 
autograph manuscript suggests that the 
fugue, ‘‘Der aber die Herzen 
forschet,’’ was newly composed. The 
final movement, from the Pentecost 
chorale ‘‘Komm, Heiliger Geist,’” was 
chosen for its blend of ideas from the 
scriptural passages of the first two 
choruses with expectation of heavenly 
glory. 

Although precise information about 
Komm, Jesu, komm is lacking, its 
message of longing for release from 
life’s burdens places it among the 
funeral motets. The text stems not 
from the traditional chorale repertoire, 
but from a poem written in 1684 by 
Paul Thymich in memory of the 
Thomasschule Rector and University 
professor, Jakob Thomasius. One of 
Bach’s predecessors as cantor, Johann 
Schelle, composed a simple musical 
setting for the poem, though Bach 
makes no use of Schelle’s music in the 
present motet. Nor does he take the 
obvious course of writing two 
balanced and equally developed 
choral movements. The first is far more 
extensive than the second. Bach 
divides the six lines of the first strophe 
into three unequal segments (4+ 
1+1). In the first segment weary 
entreaties pass from choir to choir, 
dramatizing with starkly expressive 
motifs the lines ‘‘die Kraft 
verschwindt’’ and ‘‘der saure Weg.”’ 
Resignation and confidence dominate 
the next segment and the graceful, 
almost dancelike conclusion to the first 
movement. After this detailed and 
searching interpretation of the first 
strophe, Bach brings the motet to the 
conclusion with a simple chorale 
setting of another strophe of Thymich’s 
poem. 

Of course, not the slightest hint of 
morbid depression taints any of these 


motets, despite the mournful occasions 
for which they were presumably 
composed. The joyous euphoria of 
Lobet den Herrn and Singet dem 
Herrn, however, inhabits a world far 
removed from even the noble grief of 
the other motets. Various Leipzig 
celebrations have been proposed as 
the motivation for Singet dem Herrn, 
while the authenticity of Lobet den 
Herrn has been called into question. 
No similar piece by Bach is known to 
exist, even among his youthful works, 
and the motet displays a half dozen 
uncharacteristic features. It opens with 
a fugue on a subject of unusually large 
compass. The composer’s ambition 
also outstripped either his _ 
inventiveness or his foresight. He 
planned to combine the first subject 
with a second one, but failed to notice 
that both conclude with identical 
cadences. This forced him to abandon 
his original plan in the middle of the 
movement. Only close analysis reveals 
these presumably un-Bachian features. 
They do not diminish the effectiveness 
of this energetic piece, and even 
Martin Geck, author of the most 
comprehensive attack on the work’s 
authenticity, could not flatly deny 
Bach’s authorship. 

Questions of dating and purpose 
seem inconsequential before that most 
radiant of masterpieces, Singet dem 
Herrn ein neues Lied. It has been 
called a ‘‘choral symphony,”’ 
resembling in order of movements and 
grandeur the great symphonies written . 
later in the eighteenth century. This 
apt comparison does full justice to the 
thrilling first movement, which Bach 
modelled after the instrumental 
prelude and fugue. The second 
movement (‘‘Wie sich ein Vater’’) 
introduces a strophe of the chorale 
‘“‘Nun lob mein Seel den Herrn’’ (choir 
1), intertwined with an anonymous 
poetic commentary (printed in bold 
type with the English translation in this 
program). The symphonic analogy 
would make of the third movement a 
““scherzo’’ and the exultant praise of 
‘Alles was Odem hat’ a climatic and 
glorious finale. 


CHORUS 


Sharon Baker 
Celia Bernens 
Susan Byers 
Anita Chism 

Mark Dapolito 
Pamela Dellal 
Lawrence Evans 
Tony Francalangia 
Peter Gibson 
William Gray 
Rosalie Griesse Mary Ann Valaitis 
Rosemarie Grout David Villanueva 
Herman Hildebrand Jayne West 


Thomas Dunn 


Artistic Director Bruce Lancaster 


Jeanne McCrorie 
Sonya Merian 
Richard Morrison 
David Murray 

Kay Nicholson 

Fritz Robertson 
Darnelle Scarbrough 
Gerry Seminatore 
Linda Terry 


Thomas Dunn is a musician dedicated to 
seeking out the inner meaning of a work 
and communicating it in persuasive, 
exciting and even passionate terms. This 
sometimes requires an explorer’s daring. 

At a time when major symphony orchestras 
attack a Bach Suite with all available per- 
sonnel, he presents the music of Bach and 
Handel with what older critics call 
‘reduced forces.’ No reduction is involved 


of course, merely a return to both the num- william Hite Ethelwyn Worden 
bers and proportion of singers and instru- Richard Houston Thomas Yanok 
mentalists intended by the composer — still — Tom Jones 


a controversial novelty in many concert 
halls! Controversy or not, Mr. Dunn has 
persisted in offering to a grateful public per- 
formances authentic and vital in their com- 
municative power. 

His Bach series of 1961-62 at Carnegie 
Hall with the Festival Chorus and Orchestra 
of New York firmly established his reputa- 
tion, drawing forth a combination of critical 
respect and audience enthusiasm. Perfor- 
mances of the B-minor Mass, the Christmas 
Oratorio and the St. John Passion during 
that season set a standard in revealing the 
clarity and drama of Bach’s music. 

With the Festival Orchestra Mr. Dunn 
inaugurated a series of memorable concerts 
of instrumental music. Whether dedicated 
to the works of a single composer or artfully 
combining compatible scores old and new, 
his concerts bore the stamp of the conduc- 
tor’s clever sense of programming. 

After being named Artistic Director of the 
Handel & Haydn Society in 1967, Thomas 
Dunn repeated many of his successful pro- 
grams in Boston. He created a new image 
for a venerable Boston institution by intro- 
ducing dance, theatrical works and orch- 
estral music to the Society’s programs. 

The traditional choral 
repertoire was also 
renewed, starting with 
Messiah and extending now 
to most of the large master- 
pieces for chorus, soloists 
and orchestra. Under his 
guidance the Handel & 
Haydn Society has become 
a fully professional vocal 
and instrumental ensemble 
of growing national 
reputation. 
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Performing the Bach Motets 


Long after Bach’s death the choir of 
the Thomasschule used Singet dem 
Herrn as a demonstration of its 
proficiency in singing the most difficult 
choral music. When Mozart visited 
Leipzig in 1789, the cantor Johann 
Friedrich Doles had this motet sung for 
him. Mozart knew vast amounts of 
music, yet he had never experienced 
anything like this! Since Bach’s full 
score had already left Leipzig, Mozart 
studied Singet dem Herrn from the 
eight vocal parts and commissioned 
the preparation of a score. This copy 
still exists with Mozart’s written 
reminder to himself: ‘‘NB. this must be 
set for full orchestra.’’ During the 
1790s Singet dem Herrn was among 
the motets rehearsed by the renowned 
Berlin Sing-Akademie. Upon hearing it, 
Goethe said that he imagined ‘‘the 
divine harmony conversing with 
itself.’” In 1802 Johann Gottfried 
Schicht undoubtedly introduced this 
and the other motets to his newly 
founded Leipzig Sing-Akademie, since 
he published a folio edition of the 
motets the following year. This 
handsome, if not absolutely faithful 
publication enabled the motets to 
survive the neglect which consigned 
most of Bach’s sacred music to 
oblivion for many generations. 

The publisher Breitkopf offered for 
sale in 1761 manuscript copies of 
Singet dem Herrn and Der Geist hilft 
with the remark that they were 
“without instruments.’” Doles 
performed the motets without 
accompaniment, and the Schicht 
edition of 1803 presented them as 
unaccompanied choral music. Over 
the course of the nineteenth century it 
was assumed that older church music 
without separate instrumental lines was 
a cappella, and therefore to be 
performed without instrumental 
support of any kind. Such a 
conception put the virtuosic motets 


beyond the reach of most choral 
societies, even if their large and 
unwieldy membership would not have 
thwarted a respectable rendition. 

Advances in knowledge of Baroque 
performing practices led to a challenge 
of the a cappella assumption (which 
may nevertheless be true for 
Renaissance music). With respect to 
the Bach motets, two possibilities of 
instrumental accompaniment have 
emerged: (1) continuo accompaniment 
(organ, cello, bass) only, or (2) 
instrumental doubling of the vocal 
lines. It is the latter option which Mr. 
Dunn has chosen for this first Handel 
& Haydn performance of the complete 
motets. 

This sonority — instruments and 
voices together — was in fact the 
sound to which Bach was accustomed 
for his own music. He even arranged 
the entire Missa sine nomine (1590) of 
Palestrina for an ensemble of cornetti, 
trombones and continuo — so much 
for Bach and the a cappella ideal! 
Bach’s intention for the motets can be 
read clearly in the instrumental parts 
he prepared for Der Geist hilft: many 
of them are in his own hand. He 
supported one choir with a string 
ensemble and the other with double 
reeds; a single continuo part unifies 
the whole. Except for the full score of 
this motet and Singet dem Herrn, no 
further performance material has 
survived from the composer's lifetime. 
When C. P. E. Bach performed his 
father’s Furchte dich nicht in Berlin, he 
supplied a set of string instrumental 
parts. One would like to think that in 
doing so he was following a family 
tradition. While simple continuo 
accompaniment can be defended on 
general Baroque principles, a fuller 
instrumentation reconstructed after the 
specific example of Der Geist hilft 
imparts a better conception of the 
intended sonority. 


HANDEL & HAYDN MEMBERSHIP 


MAJOR BENEFACTOR 
Anonymous 

Dr. Leo Beranek 

Dr. & Mrs. Edmund Cabot 
Mr. & Mrs. Steven Grossman 
Mr. & Mrs. Jerome Preston, Jr. 
Mr. & Mrs. Harris N. Rosen 
Mr. & Mrs. Phoebe Salton 


BENEFACTOR 

Anonymous 

Dr. Richard Dwight 

Mr. & Mrs. James Farmer 

Mr. & Mrs. George Guilbault 

L. Edward & Elizabeth Lashman 
Mr. & Mrs. William J. Poorvu 
Mr. & Mrs. Jerome Preston, Jr. 


GUARANTOR 

Anonymous 

Mr. Mitchell Adams 

Mr. T.J. Coolidge, Jr. 

Mr. & Mrs. Frederick Haffenreffer 
Mrs. Doris Bernays Held 

Mr. Tomlinson Holman 

Mr. Alford Rudnick 

Mr. & Mrs. James White 

Mr. Andrew Zunser 


PATRON 


Dr. & Mrs. Nathaniel Adamson, Jr. 


Dr. John Constable 

Mr. & Mrs. James Cook 
Drs. Ann & Harold Dvorak 
Mr. Peter Gibson 

Rev. & Mrs. Robert Griesse 
Ms. Martha Hatch 

Mr. & Mrs. J. Thomas Henderson 
Mr. & Mrs. Roger Hewlett 
Ms. Merloyd Lawrence 

Dr. Bernard L. McGowan 
Mr. Barat Nuboer 

Mr. Andrew Olins 

Ms. Sheila Perry 

Dr. Robert Younes 

Hon. Rya Zobel 


CORPORATE DONORS 

Digital Equipment Corporation 

Honeywell, Inc. 

Johnson & Higgins 

Mobil Oil Corporation 

GenRad Foundation 

Polaroid Foundation 

New England Mutual Life 
Insurance Company 

Cullinane Database Systems, Inc. 


SPONSOR 

Anonymous 

Mr. James L. Ackerman 

Mr. J. Allen 

Mr. David Ames 

Mr. & Mrs. James Ames 

Mr. & Mrs. Herbert Berman 
Bethlehem Publishing 

Mr. & Mrs. David Bristol 
Mr. & Mrs. Julian Bullitt 
Rev. George Carrigg 

Ms. Elsie Cobb 

Dr. & Mrs. Oliver Cope 

Dr. & Mrs. Howard Corwin 
Mr. Frederick A. Crafts III 
Mr. W. Clinton Creasy 

Mr. Paul Cully 

Mr. Watson Dickerman 

Mr. Thomas Dignan 

Mr. Leonard Fein 

Mr. Joseph Flynn 

Mr. & Mrs. Wilbur Fullbright 
Dr. & Mrs. George E. Geyer 
Mr. Robert Heffernan 

Dr. Murray Helfant 

Mr. & Mrs. John H. Hewitt 
Mr. & Mrs. Samuel Hoar 


A successful 


performer since 1892. 


The experienced professionals at Tucker 

Anthony can offer you expertise and knowledge in 
a wide range of financial products and services from 
the stock market to the money market. Whether 
your needs require personal financial planning, tax 
favored investments, oil and gas or real estate 
shelters, Tucker Anthony can give you an 
outstanding performance. 


TUCKER ANTHONY 


TUCKER, ANTHONY & R.L. DAY, INC. 
A John Hancock Company 


One Beacon Street 
Boston 
Massachusetts 02108 
725-2000 


25 Braintree Hil] Park 
Braintree 
Massachusetts 02184 
848-9700 


Member, New York Stock-Exchange, Inc. 
and Other Principal Securities Exchanges. 





Mr. Rick Horton 

Mr. Craig Hill 

Mr. Paul Hirsch 

Mr. Robert A. James 

Mr. Endel Kalam 

Mr. James Kinlan 

Dr. George O. Klemp, Jr. 
Dr. Anton Kris 

Mr. Mitchell Kur 

Mr. & Mrs. George Lewald 
Susan M. Love, MD 

Mr. Bennett McGregor 

Mr. Francis X. Meaney 

Ron & Hillary Michaud 

Mr. Donald Mordecai 
Stanley & Sandra Neumann 
Ms. Marianne Norman 

Mr. Earl Ostroff 

Mrs. Helen Parsons 

Mrs. Margaret Power- Biggs 
Mr. Jack Rea 

Mr. David Reppucci 

Mr. Paul Richer 

Ms. Alice Richmond 

Mr. David Rosenbloom 

Mr. Nichol Sandoe 

Mr. Theodore Schultz 

Mr. John Sears 

Mr. & Mrs. Norton Q. Sloan* 
Mr. David Steffens 

Ms. Elizabeth Storer 

Mr. Verne Stump 

Mr. Arthur Telegan 

Mr. David Thomas 

Arthur & Virginia Thompson 
Mr. Robert Tonon 

Ms. Nancy Vappi 

Mr. & Mrs. Richard Vartabedian 
Mr. & Mrs. Donald Ware 
Mr. Julien Weston 

Rev. Rhys Williams 

Mr. & Mrs. Rawson Wood 
Mr. & Mrs. Howard Zoufaly 


DONOR 

Anonymous 

Ms. Heather Ames* 

Ms. Virginia Ashjian* 

Mr. Bruce Balter 

Mr. Lawrence Bill 

Mr. Richard Bishop 

Mr. James Bittner 

Mr. Richard Bowen 

Dr. & Mrs. Robert Boyd* 
Mr. Lee Bradley * 

Mr. & Mrs. John Brandewie 
Mr. Paul Branagan 

Mr. E. K. Braun 

Mr. Earl Kent Brown 

Mr. Thomas Buckley 

Mr. Harold Buzzell 

Ms. Mary E. Calhoun 

Dr. Walter Caskey 

Mr. Eugene Ciccarelli 

Mr. Paul Cohen 

Ms. Barbara Collins 

Ms. Marilyn Contreas 

Mr. & Mrs. Kevin Convey 
Daniel & Katherine Coppinger 
Ms. Susan C. Cornu 

Mr. & Mrs. Howard Corwin 
Mr. Philip Crotty 

Capt. Paul C. Danforth 
Mrs. Charles Davis 

Mr. & Mrs. Vincent DeBaun 
Dr. & Mrs. G. Robert DeLong 
Mr. Anthony DeMatteo 


Ms. Astrid Donaldson 
Mr. & Mrs. Bruce Dorr* 
Mr. James Duffy 

Dr. Ann Dvorak 

Mr. Joseph Dyer 

Mrs. Alan Emmet* 

Ms. Valerie England 

Mr. & Mrs. Jarvis Farley 
Mr. Henry Frechette 
Mr. Barry Friedman 

Mr. & Mrs. Albert Fullerton, Jr. 
Mr. Richard Gardner 
Ms. Nancy Gleason 
Robert & Judith Goff 
Mr. Arthur Gorbach 

Mr. Robert Grant* 

Ms. Elsie Harper 

Mr. James Harrill 

Mr. Robert Harris 

Mr. Thomas Hemnes 
Mr. Jerry Hendricks 

Mr. William Hodes 

Mr. & Mrs. Lewis Holmes 
Mr. Russell Holmes 

Ms. Ruth Ann Horowitz 
James & Fiora Houghteling* 
Christopher & Joy Hurd 
Mr. Kenneth Hurd 

Mr. Andrew Huvos 
Barry & Susan Jacobson 
Mr. Jerry Jendricks 

Ms. Victoria Johnston 
Ms. Patricia Kelleher 
Mr. Albert Kirsch* 

Mr. Allen Kinzey 

Mr. & Mrs. William D. Knauss* 
Ms. Kathryn Krause 

Ms. Adassa Lane* 

Mr. Frederick Lawton 
Brian & June Leeming* 
Ms. Arlene Levy 

Ms. Caryn Libbey 

Mr. Stephen Lipka 

Mr. Sten Lofgren 

Ms. Alice Lorusso* 

Mr. & Mrs. James Love 
Ms. K. Ramsey Ludlow 
Mr. Charles Mahoney 
Mr. Franklin Marroyott 
Dr. & Mrs. David Martini 
Ms. Paulette McCarty 
Ms. Susan McEwen 


Mr. Frederick McGarry 

Mr. & Mrs. Thomas Metcalf 
Mr. & Mrs. Frank Michelman* 
Ms. Dorian Mintzer 

Mr. & Mrs. Ed Moran 

Mr. John Murphy 

Mr. Daniel Murphy 

Mr. Paul Nielsen 

Mr. Peter D. Nord* 

Dr. Samuel Nun 

Mr. Sidney Paly 

Mr. John Pastore 

Ms. Marjorie Patten 

Ms. Susan Peterson 

Mr. Oksana Piaseckyj 

Mr. John Pierce 

Frank Pilholski Advertising 
Mr. James Power 

John & Suzanne Pratt* 

Mr. William Ralph 

Mr. Jack Rea 

Alette and John Reed* 

Ms. Susan H. Reed 

Mr. Seymour Reichlin 

Mr. William Reynolds / 
Mr. George Roehr 

Dr. Peter Robbins 

Mr. Peter Runton 

Ms. Susan Russell * 

Mr. James Satterthwaite 
Moselio & Barbara Schaechter* 
Dr. Edward Sibelian 

Ms. Martha Sosman 

Ms. Janet Stewart 

Mr. Bing Sung 

Kemon & Rhoda Taschioglou 
Ms. Elizabeth Taylor 

Ms. Dorothy Thompson* 
Mr. & Mrs. Lawrence Thompson 
Mr. Kenneth N. Trend* 

Mr. & Mrs. Robert Welborn 
Ms. D. Eleanor Westney 
Mr. J. V. Weston 

Ms. Sarah Whitney 

Mr. & Mrs. Alexander Wilson 
Ms. Julia Wilson 

Mr. & Mrs. |. Mark Wittels 
Mr. Perry Wood 

Mr. Rawson Wood 

Ms. Gail Woodworth 

Mr. James Young 

Mr. Johann Zwaan 


*Double Donors: These individuals responded to our 


special appeal. 


Space limitations prevent us from printing the full list of 
contributors. The next program will contain all donors. 


The Handel & Haydn Society 


Thomas Dunn 
Artistic Director 
Gary Wedow 
Associate Conductor 
Carleen Hardesty 
General Manager 
Mary Hall 

Director of Development 
Richard Shaughnessy 
Production Manager 
Susan Nelson 
Business Manager 
Marguerite Bova 
Office Manager 
Norman Allen 
Administrative Assistant 
Joseph Dyer 
Musicologist 
Elizabeth Young 
Public Relations 
Foley, Hoag & Eliot 
Legal Counsel 


BOARD OF GOVERNORS 
Jerome Preston, Jr., President 


Mitchell Adams, Treasurer 
James B. Farmer, Secretary 


Leo L. Beranek 
Edmund B. Cabot 
George E. Geyer 


Peter T. Gibson 
Rosalie A. Griesse 
George Guilbault 
Martha Hatch 
Doris Bernays Held 
Andrew M. Olins 
Harris N. Rosen 
John W. Sears 
Merrill Weingrod 
James B. White 
Rya W. Zobel 


CORPORATORS 


Anne Adamson 

Paul Allen 

Margaret Power Biggs 
Margaret Cardozo 
James S. Cook 

Phyllis Towne Cook 
T. J. Coolidge, Jr. 
George Cuker 
Richard Dwight 
Barbara Farmer 
Wilbur Fullbright 
Robert Gerling 
Peter T. Griffin 

Steven Grossman 
Frederick W. Haffenreffer 
Jean R. Haffenreffer 
Thomas M. S. Hemnes 
Anneliese Henderson 
Mimi B. Hewlett 
Roger M. Hewlett 
Mitchell Kur 

Linda]. McIntosh 
John H. Nerl 

Bart Nuboer 


Alford P. Rudnick 
Robert Silver 
John L. Thorndike 
Paul Twist 

Nancy Vappi 
Donald R. Ware 
Robert P. Younes 


RECIPIENTS OF THE 
HANDEL & HAYDN 
MEDAL 


E. Power Biggs 
Hugues Cuenod 
Mme Renée Longy 
Arthur Mendel 
The City of Boston 


HONORARY MEMBERS 


Hugues Cuenod 
Kenneth F. George 
Robert L. Gerling 
Benjamin A. Little 
Hon. Henry Cabot Lodge 
Florence Luscomb 
Elliot Norton 

John H. Powell 
Sidney R. Rabb 

Alan A. Smith 
Randall Thompson 
Hon. Kevin H. White 


The Handel & Haydn Business Office, 158 Newbury Street, Boston 02116, is open Monday through 
Friday, 9:00 a.m. to 5:00 p.m. Tickets may be ordered by phone and charged to your Visa, 
MasterCard or American Express account. Call Concertix at 876-7777. 


Super-Series Subscribers may exchange their seats for any seat available in the same price category for 
the alternate performance date by calling the office at least 24 hours before the first performance. 


A Special Phone Line (266-4048) is available to subscribers and members only. Our friendly staff will be 
glad to assist you with questions about subscriptions and memberships. 


Concert Starting Time at every concert this year is 8:00 p.m. Latecomers will not be seated until the 
late-seating break. 


The Handel & Haydn Society, founded in 1815, is funded in part by the National Endowment for the Arts 
and by the Massachusetts Council on the Arts and Humanities, a state agency whose funds are 
recommended by the Governor and appropriated by the State Legislature. 


The taking of photographs and the use of recording equipment are not permitted in Symphony Hall. 


-KeepUs - 
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Keep us going and: growing by making a generous, tax exempt contribution to Handel & 
Haydn. Become a Contributing Member and you will help sustain Boston’s oldest perform- 
ing organization as we look ahead to our 200th anniversary. You will receive special priority) 
in obtaining tickets, choice seats at H&H performances, invitations to special members’ 
events, listing in program books,* and more. Best of all, you will become an active supporter: 
of one of America’s preeminent cultural institutions. ; | 


ee 
HANDEL & HAYDN SOCIETY, 158 NEWBURY STREET, BOSTON, MA 02116 


Ey Friend $25 I/We give the sum of $ 


el Donor $50 
Name 


& Sponsor $1 OO as you prefer it listed in the H&H program book (11 prefer to remain anonymous. 


[ma Patron $250 Address 


Cy Guarantor $500 City 


ioe Benefactor $1,000 


[ | Major $2,500 
Benefactor and up 








Zip Phone 


LI | am interested in becoming part of your Volunteer Council. 


* Gift of $50 (Donors) or more are acknowledged in every program book. 
Gifts of less than $50 are acknowledged in the program book twice each season. 
Please make checks payable to the Handel & Haydn Society. 
Every contribution will be acknowledged with a receipt for tax purposes. 
Please mail this form to Handel & Haydn, 158 Newbury Street, Boston, Massachusetts 02116 


